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Method In The Cyclops Episode: Joyce On The
Nature Of Epic Heroes In The Modern World
Richard D. Finholt

"My naked weapon is out"
Sampson to Gregory
Romeo And Juliet
Act 1, sc. 1
In the valor of ignorance, Homer's Odysseus stepped ashore in the alien land
of the fierce Cyclops. History repeats itself in quasi-Hermetic "correspondences"
in Joyce's universe. 1 And, thus, we see, " O'Bloom, the son of Rory: it is he.
Impervious to fear is Rory's son: he of the prudent soul" (297).2 known to his
alien Irishmen fellows as "the prudent member," one of "those Jewies," and
speaker of " jawbreakers." We see Leopold Bloom step recklessly into Barney
Kiernan's pub, where resides that hateful, hate-filled reincarnation of the Cyclops
known as "the citizen." Will epic-heroes ever learn?
They never do, of course. Jack Dempsey, in recounting his fight with the
enormous and powerful champion Jess Willard , has said that his own gigantic
self-confidence completely disintegrated when Willard lumbered into the ring,
turned his back on Dempsey, flexed the muscles of his flagstone back, and lifted
his fists twice as far into the air as Dempsey was talP At that moment the challenger, whose size barely qualified him as a heavyweight much less made him
look like a potential champion, fought the classic epic struggle. The battle, as
always, was between his will, which pictured glory, and his body, which counseled survival with the seemingly prophetic arguments of nausea and unresponsive legs.
To the extent that epic heroes never learn, their antagonists never seem to
either. They never seem to recognize a truly heroic figure when they see one
and, like the Cyclops, never get quite what they had expected :
"On this he groaned, and cried out, 'Alas, alas, then the old prophecy
about me is coming true. There was a prophet here, at one time . . .
who was an excellent seer, and did all the prophesying for the Cyclops
till he grew old; he told me that all this would happen to me some day,
and said I should lose my sight by the hand of Ulysses. I have been all
along expecting some one of imposing presence and super-human strength,
whereas he turns out to be a little insignificant weakling, who has man-
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aged to blind my eye by taking advantage of me in my drink ... ' "
The Odyssey (trans. Samuel Butler)
Book IX
Just as Dempsey barely qualified as a heavyweight, Odysseus and Bloom barely
qualify for manhood by the standards of their antagonists, much less epic stature
(the citizen on Bloom: "Do you call that a man?" 338). The Cyclops and the
Citizen seem to share an inborn inability to see through appearance to reality.
They believe that the dimensions of heroism are measured in physical terms;
they measure spirit by weight, equate courage with strength, define manliness
as one man's physical ability to intimidate other men. The Cyclopean ideal
reigns, appearance is taken for reality, and the biggest heroes come in small
packages-the stage is set for the emergence of an epic-hero in our time, a heroprophet come to make one last defiant gesture against the intellectual suicide of
the race.
He will not be recognized, of course, for the same reason that the Cyclops
failed to heed his prophet and the Pharisees defied Jesus . We Pharisees scratch
our heads in exasperated amazement waiting for Jesus to stop with his "jawbreakers about phenomenon" (304) and "confused mucking it up" (313) parables
and do something. Of course, when he does it, he had better knock us down with
the wonder of it, or we will remember the diminutive image of the carpenter's
son and disregard ominous inner reality for the less threatening appearance.
If one is Jack Dempsey and receives this reaction, he can keep knocking us down
until we have a revelation. But the intellectual hero can only wait for the honor
due him in his own land, the land of the dead intellects. Bloom's antagonists
are doomed to confusing appearance with reality, are fated to conceptualize him
as a "languid floating flower" (86), and will not recognize the genius of his
weapon in its aroused state; it will take an epic act of will over matter to make
him the only Houyhyhnm foolish enough to attempt to preach the gospel of
reason to the Yahoos.
The motivating center of this paper is an attempt to enter into the mood that
held Joyce as he wrote the episode. The method of narration, shifting as it does
between a nameless Dubliner who speaks in a vulgar voice and an unidentified
voice of preposterously inflated dimensions who comments on the events that
the Dubliner describes , is confusing in its unorthodox complexity. The central
problem for the reader, it would seem, is to pinpoint Joyce 's attitude toward
Bloom's actions amid these orchestrated shifts in style of narration. One must
move with and feel Joyce's mood as he confronts the phenomenon of heroism
in the modern world before the rationale of Joyce's method and the subtle tone
it conveys can be fully appreciated.
M. H. Abrams defines an "epic" as "a long narrative poem on a serious
subject, related in an elevated style, and centered about an heroic figure on
whose actions depends to some degree the fate of a nation or a race." He
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defines "mock epic" as "a form of satire in which petty characters and trivial
events are made ridiculous by being incongruously presented in all the pomp
and ceremony of epic characterization, narration, and style. "4
Its method in need of categorization, the Cyclops episode seems a new variation
of the second genre. The argument: The events in the pub do not fit the qualifications of a true epic; indeed, it appears that Joyce intended a comic deflation of
the original Homeric plot. The interpolated interpretations of and disgressions
upon the narrated events are so deliciously inflated that there can be no doubt
of their "mock-epic" intentions. Finally, it seems that Joyce has added a new
dimension to the genre by allowing the vulgar truth of the Dubliner's narration to stand in juxtaposition to the hyperbole that strips it naked. By this
analysis, Joyce's method is a two-edged sword that swipes at Jonathan's Swift's
favorite target-human pretensions. Thus, the epic voice over-glorifies an event
("And 10, as they quaffed their cup of joy"), only to have the vulgar Dubliner
reiterate the true banality ("I was blue mouldy for the want of that pint"). And
so it goes, event by banal event:
a godlike messenger came swiftly in, radiant as the eye of heaven , a
comely youth ...
Little Al£ Bergen popped in round the door and hid behind Barney's
snug, squeezed up with the laughing ...
there passed an elder of noble gait and countenance . ..
that bloody old pantaloon Denis Breen in his bath slippers ...
bearing the sacred scrolls of law ...
with two bloody big books under his oxter .. .
with him his lady wife , a dame of peerless lineage, fairest of her race ...
the wife hotfoot after him, unfortunate wretched woman trottin g like
a poodle. (298-99)
Stuart Gilbert was the first to map this strategy:
The technic of the episode, gigantism, at first produces the impression
of a series of merely parodic effects . At intervals the narration is taken
out of the mouth of the non-descript vulgarian and becomes mock-heroic,
Gargantuan, pseudo-scientific or antiquarian in style. This technic often
amounts to parody, but it is parody of a special and appropriate kind.
The method here is the inflation of certain themes to bursting poin l, or
the projection of Cyclopean shadows of human forms on the sides of a
cavern. Thus an early allusion to the appearance of the Citizen is
followed by the "gigantic" description of him, distended to monstrous
dimensions. 5
William York Tindall also savors the hilarity of the parodic point of view of
these "interruptions by journalists, and writers of epics, sagas, or chronicle histories," at the same time emphasizing the high seriouness of Joyce's method ,
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emphasizing that Joyce uses the inflated interruptions to expose "something
terrible."6
The targets of these parodies shall be discussed more fully, in turn; however
it is of primary importance to determine what and who are not being parodied,
and why not. Mr. Tindall is again helpful:
Joyce is not retelling Homer's myth, but using it for a story of his own
... Joyce called upon Homer for simile. Ulysses parodies The Odyssey
only in the sense of using it to enlarge by resemblance and difference the
actions and people of a Dublin day. Far from mock-heroic, Ulysses
makes fun of neither Ulysses nor Bloom. However funny the analogy
... Joyce's parody is serious, intended to show man in our time forth.7
Thus, Ulysses on the whole is a serious analogy of an epic and Bloom, consequently, worthy of serious consideration as its hero. This does not mean, of
course, that he necessarily has to move through an episode laced with mockepic satire and emerge unscratched. It does mean, however, that we may not
dismiss Bloom's actions as easily as does the Dubliner narrator. It just may
be that woven into the fabric of the episode lurks a real epic in disguise.
To fully comprehend the meaning of Bloom's actions and the authorial implications behind the Dubliner's comments on them, it is necessary to delineate
each from the mock-heroic inflated commentaries. At least two critics, Mr.
Gilbert and Arnold Goldman, appear to have failed to make these distinctions and
have led their respective analyses into confusions.
Mr. Goldman is bothered by Bloom's hitherto undemonstrated "loquacity" in
this episode, a possible confusion of appearance with reality, it seems. Attempting
to explain away this bothersome fact, he hits upon a valuable insight and then
proceeds to misinterpret it to fit his own uses. He argues (rightly, I think)
that readers tend to be fooled by the wildly "apperceptive" "pseudo-heroic modes"
into thinking that the Dubliner's version is the "realistic" one. He suggests that
this version is "just one more version" of the events coming from an " 'undependable'" (Ellmann's term) narrator. He concludes, and this is the key point, "we
are not alternatively 'let in on' the action and pushed back from it, we are held
uniformly at a distance." He leads us to conclude that we are being fooled if we
accept Bloom as truly a "loquacious polemist," since this is obviously only the
simple-minded narrator's "apperception" of him. 8 But surely the narrator's misconceptions about Bloom go deeper than this.
Having proved his point, Mr. Goldman is silent. However, he apparently does
not feel the narrator's version bears the weight of too much significance, except
as an ironic contrast to the dominating "pseudo-heroic" commentary, because he
can conclude, "All that distinguishes this chapter from many sections of Finnegans Wake is the sporadic appearance of the 'actual' scene in the pub."
Sporadic? I have no idea how he measures, but, in terms of bulk, the dialogue
of the narrator's version consumes many a page. To this I count approximately
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75· intrusions by the narrator for the purposes of "commentary" or "summary"
(Booth's terms). Against this I count at least 30 "pseudo-heroic" inflated interpolations. And, though these are admittedly longer, the words-pound for pound
-convey less. That is part of the technic, of course; by means of devices like
the droning epic catalogues, the verbiage is inflated in terms of bulk as well as
style, for the purpose of irony. Is it possible that seeing the "pseudo-heroic"
verbiage lift its massive fists into the air. Mr. Goldman was fooled into making a
misplaced, "distended" emphasis?
In a similar way, Stuart Gilbert distorts his helpful analysis of the "gigantism"
technic. Like Mr. Goldman, he seems to consider the Dubliner narrator's version
as the counterpoint to the mock-heroic, rather than vice-versa. This tends to lead
him to view any effect created by the vulgar version as subordinate to the
"gigantic" version. His most detrimental error in this regard clouds his interpretation of the "shot off a shovel" (345) simile that concludes the" 'gigantic' version
of Mr. Bloom's departure " and the episode. This is a significant confusion of
style and tone-unique within the episode, a fact that Mr. Gilbert fails to
take into account. The elevated voice at its crescendo suddenly shifts to the
idiom of the vulgar narrator [whose language, incidentally, reaches its crescendo
in the paragraph immediately preceding). Here, Mr. Gilbert declares, "we find
the 'Elijah' motif, developed maestoso, soaring to height celestial, to crash at
last, like Icarus, into sudden pathos."9 Fine! the motif crashes. Does Bloom go
down with the ship? We know of Joyce's use of the Icarus motif. Does Mr.
Gilbert mean to imply that Joyce infers by this climactic "crash" that Bloom
has been flying beyond the bounds of his intellect and deserves satire for
his pretensions? Apparently he feels the answer is sufficiently obvious, because
his interpretation then crashes into sudden silence.
The interpretations of Mr. Goldman and Mr. Gilbert add up to the more or
less helpful conclusion that the mock heroic interpolations balanced, however
subordinately, by the Dubliner's vulgar version give the reader the proper
perspective for assessing the events in the pub. Unfortunately, Bloom as epic
hero gets lost in their respective shuffles of Joyce's shuffle of perspectives of
reality.
Mr. Gilbert has declared that "gigantism" is the technic of the episode. Joyce
employs what seems to be an equally important technique, exactly opposite in its
effect, to play against "gigantism." If you are looking for an inverse term, call
it "dwarfism," or, better, call it "deflation." The technique revolves around
the Cyclops/ Yahoo/ Pharisee point of view of the Dubliner narrator, who seeks
to demean everyone of Bloom's actions and statements. Joyce uses the deflation technique employed by the narrator to inflate the seemingly comic
actions of Bloom to their true epic proportions.
Follow: Like the Cyclops, we will only accept an epic hero of "imposing
presence and superhuman strength." We are shocked to find that Joyce does
not have even the good taste to enshrine his peculiar hero in a "serious"
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narrative or, at least, to give him a narrator capable of rising to "elevated style."
We are left with two conclusions: one, that the hero's actions are petty and are
being parodied by means of contrast with the corollary mock-epic intrusions,
or, two, that Joyce has disguised his epic in "sheep's clothing" (338) in order to
catch his reader in an epiphany similar to the one the Cyclops experiences too late
(" 'Alas, alas, then the old prophecy .. .' ")
Had Joyce chosen to tell the story in a "realistic" manner, juxtaposing the mockheroic, we would be justified in making the first conclusion. But Joyce relates his
Odyssey from the biased perspective of one of the Cyclops' fellows . Naturally,
every action of the hero will be viewed with hostility, every act judged in terms of
the prevailing norms. In this regard, Mr. Goldman is quite right in asserting that
this creates "distance" from true reality. However, he errs by treating this as
"just one more version;" it is the version that conveys Joyce's intentions for the
epic he tells; behind every statement of the biased narrator stands Joyce's implied
counter-statement.
Mr. Goldman confuses an "undependable" narrator with an "unreliable" one.
Wayne C. Booth in reference to this episode suggests that the narrator is "dependable" in that he maintains a consistent point of view and "unreliable" in
that he definitely does not represent the author's point of view.lO Booth's
analysis of dramatic narrators is, of course, definitive:
In any reading experience there is an implied dialogue among author,
narrator, the other characters, and the reader. Each of the four can
range, in relation to each of the others, from identification to complete
opposition, on any axis of value, moral. intellectual, aesthetic, and
even physical.
All of the great uses of unreliable [italics mine] narration depend for
their success on far more subtle effects than merely flattering the reader
or making him work. Whenever an author conveys to his reader an
unspoken point, he creates a sense of collusion against all those, whether
in the story or out of it, who do not get the point.1\
We are quite safe in concluding that the narrator is in complete opposition to
the author and Bloom on any axis of value and in complete identification with
the citizen in terms of their view of Bloom. Since the reader is in complete
collusion with the author behind the narrator's back just as the characters are
in collusion against Bloom when he returns to the pub, every narrational statement automatically produces its counter-statement. The Dubliner narrator deflates every action of Bloom by writing it off as petty or pretentious (304, 313,
341, etc.). But, ironically, in his mouth the mock-heroic becomes heroic, the
petty becomes noble, etc. He cannot open his mouth without setting himself
up as the contrast to Bloom, without informing against his own pettiness and
stupidity-traits he shares with the Citizen, that "broad-shouldered . . . sinewy
armed hero," defender of the country's faith, citizen of the Yahoo creed, and
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antagonist of a true hero. To quote Mr. Tindall again:
The conflict in Barney Kiernan's is the conflict of hate with love , of
inhumanity with humanity, and of compassion with indifference or
malice . In his capacity of Elijah, Jesus, and God, Bloom embodies all
[italics mine1 that is opposite his surroundings. 12
The reader watches this process, and in a precise moment he understands
fully, as with Gulliver, that he is being led along by the hand by the moral twin
of the hateful Yahoo and vengeful citizen, that his narrator, one of his own kind,
would not recognize an epic-hero if he had a stake or a cigar thrust in his eye.
At that moment the reader knows that Bloom is surrounded, cut-off, and in
mortal danger. And in that moment the reader experiences epiphany-sensing in
the lightning-like shift the formula for his own undoing if he ever dared do
battle with the ubiquitous Yahoos. He may even realize that he has been no
better than the Yahoos in his self-deceiving confusion of appearance with reality;
he may have allowed his mind to anchor in comfortable truisms and prejudices,
but, like the Citizen who is not given the chance to utter his dogma on "the
New Jerusalem" (332), he may come to know he has been forced by a character of
daring to consider the meaning of "injustice."
To balance the nameless Dubliner's picture of the Yahoo/ Cyclops culture of
Barney Kiernan's patrons, the author presents his mock-heroic parody of that
culture. This is the real target of the mock-epic interpolations, not Bloom. Mr.
Tindall suggests that by presenting this "cheerful acceptance of horrors by
journalist, historian, and spectator" Joyce achieves an incongruity of tone to
matter which shocks the reader into epiphany 13 (this, if it occurs and I think
it does, is separate and I would think the counter-point to the one I suggest).
The ironic commentary that Joyce intends by this "cheerful acceptance" is that
the journalists and historians are really not better at differentiating between
appearance and reality than anyone else and have therefore failed to measure the
true dimensions of the monstrous evil lurking in human pretensions. Joyce expresses the omnipresence of the Cyclopean culture in a series of concentric metaphors that spread like waves in the waters of the time-space continuum. The
island of the Cyclops is the metaphor for Barney Kiernan's pub is the metaphor
for Ireland is the metaphor for all that is horribly one-eyed, cockeyed in the
human mind.
Though it serves varied and complex ends, I contend that the central thrust
of the mock-heroic commentaries derives from Joyce 's intention to write the mock
version of the epic that the Citizen is continually talking: the epic that exalts
force over honor, matter over mind, an epic for the modern world 's Yahoos,
begun for them by the Citizen's prefiguration, the Cyclops"Talk to me, indeed, about fearing the gods or shunning their anger?
We Cyclops do not care about Jove or any of your blessed gods, for
we are ever so much stronger than they." The Odyssey, Book IX
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Unlike the Cyclops, the Citizen has seen the "bugs" (323), traitors to the Cyclopean
creed like Bloom, land on his shore. He senses that they threaten his one fixed eye.
His epic is an intonation, not to Neptune as the Cyclops makes, but to Ireland's
messiah-a conglomeration of once and future heroes who, as every good Yahoo
knows, will excel in the genius of force, equally triumphant in "putting the stone"
and "building up a nation" (316). And as the Citizen speaks, the mock epic commentary intrudes to distort his petty pretensions into shadowy suggestions of an
evil of monstrous proportions:
- ... The champion of all Ireland at putting the . .. shot. What was your
best throw, citizen?

-Na bacleis, says the citizen, letting on to be modest. There was a time I
was as good as the next fellow anyhow.
A nation once again in the execution of which the veteran patriot
champion may be said without fear of contradiction to have fairly
excelled himself.
(316-317)
-Sinn Fein! says the citizen. Sinn fein amhain! The Friends we love
are by our side and the foes we hate before us.
Hard by the block stood the grim figure of the executioner.
(306,309)

-It's on the march , says the citizen. To hell with the bloody brutal
Sassenachs and their patios.
uttering his tribal slogan Lamh Dearg Abu, he drank to the undoing of his foes, a race of mighty valorous heroes, rulers of the
waves. . .
(324-325)
-We'll put force against force, says the citizen .
. . . there is no record of a similar seismic disturbance in our
island since the earthquake of 1534, the year of the rebellion of
Silken Thomas.
-(329,344)
The technique of "Gigantism" reminds us of Swift, as we see the citizen's pretensions swollen ("All wind and piss" 328) to reveal another grotesque but dangerous prince of the Yahoos: in Swift's words, " . . . behold a lump of deformity
and diseases both in body and mind, smitten with pride." Curiously, however, it
is the technique of deflation in the mouth of that victim of collusion, the naive
narrator, that most subtly and effectively echoes Swift's technique. The same
inversion of values is at work. Gulliver, for example, cannot understand his Brobdingnagian master's reluctance to learn the ennobling art of war. Assuming,
wrongly, that the reader's values are the same as his own, he sums up the verdict
on the man 's peculiar behavior: "A strange effect of narrow principles and short
views!" True principles befuddle a Yahoo. Epic heroes, likewise, mystify the
Cyclopes. The citizen, with dramatic irony, pronounces the national " tribal slogan"
that the English are the "yahoos" (329) and the Irish their fierce but noble
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"drudges." Bloom argues, in line with the author's view, that force is force everywhere the same, without regard to which race employs it. This is too much for
the naive Dubliner to understand: "Didn't I tell you? As true as I'm drinking this
porter if he was at his last gasp he'd try to downface you that dying was living,"
(329).
To drive the last nail into the case against the Yahoo culture and to prove conclusively their need for the savior who is already standing his ground in the tribunal of the Pharisees and about to be sentenced (the citizen: "I'll crucify him so
I will" 342), Joyce employs, as metaphor, the Citizen's dog, Garryowen, as the
fierce, ill-tempered, ugly, and noxious embodiment of Ireland's pride: "Talking
about new Ireland he ought to go and get a new dog so he ought. Mangy ravenous
brute sniffling and sneezing all round the place" (305). The irony is that just as
Gulliver fails to recognize his own kind when he first sees the odious Yahoos the
Dubliner fails to recognize Garryowen. The Dubliner is deceived by appearances
and stupidly mistakes the dog and Bloom as deserving the same fate ("Be a corporal
work of mercy if someone would take the life of that bloody dog." 295 On Bloom:
"throw him in the bloody sea. Justifiable homicide, so it would." 338) The irony
behind the Dubliner's cruel denunciation echoes Swift's teaching that man's inner
reality is far more odious than his more foul appearing bestial counterpart.
The Yahoos do not seem ever to have acquired the ability to see through appearance to reality. Epic heroes , likewise, do not seem ever to have learned to trust
appearance as reality. For his own safety's sake, Bloom should have believed in
the antagonistic growling of Garryowen and the hostile tone of the Citizen and not
have entered the pub. But he was on a mission of mercy for a friend and no mere
appearance of possible danger was going to deter him.
This is probably the single most important trait the epic-hero brings to those
who would follow his example: his daring. In a simple encounter in the earlier
Nestor episode, we see Stephen engaged in a similar argument with the far less
ferocious, less intimidating Mr. Deasy. He takes the side of the Jews with the same
fair-mindedness as Bloom applies to the English later on. He seems to feel the
same moral obligation to throw stumbling blocks of pure logic into the path
of blind hate and nearsighted prejudice. But he rises to no stirring declaration
as does Bloom (''I'm talking about injustice" 332). In fact, he seems to slide away
from intellectual confrontation when Deasy presses him for further qualification
of his remarks about Jews:
-What do you mean? Mr. Deasy asked.
He came forward a pace and stood by the table. His underjaw fell sideways open uncertainly. Is this the old wisdom? He waits to hear from me.
-History, Stephen said, is a nightmare from which I am trying to awake.
(34)
Stephen is already spiritually timid and cautiously cynical, like the persecuted
Jews he described:
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They swarmed loud ... Their full slow eyes belied the words, the gestures
eager and unoffending, but knew the rancours massed about them and
knew their zeal was vain. Vain patience to heap and hoard. Time surely
would scatter all. (34)
If Bloom could only meet Stephen, if he could only infuse Stephen's genius with
righteous pride, then, perhaps, Bloom, through Stephen, might be the one to become "A new apostle to the gentiles" (333), of a sort, anyway. The reader waits
for the ineluctable.
In our existence weary age it seems we tend to resign ourselves to long suffering
cynicism. We believe that epic heroes died with the naivete that made it possible
to write about them. Because of this, we are especially prone to confuse appearance
with reality. Pettiness and vulgarity always existed, even in Odysseus's day, side
by side with heroism and nobility; epic heroes probably always wiped themselves
with the prize story, had unappealing lusts for fried liver and pink petticoats (or
their equivalents); men were just never so neurotically conscious of them before.
If we dismiss Bloom's truly heroic acts because we cannot forget the mundane
facts of his existence, then we are no better than any of our fellow travelers in
the Yahoo culture. (We Yahoos, like the Cyclops, like the citizen, instinctively
fail to recognize the real heroes. Swift tried in vain to stretch. our powers of
empathy and identification by tricking us into picturing a grim faced horse making
brilliant and passionate speeches while stamping his hoofs and shaking, disgustedly,
his mane.)
In the last sentence of the last paragraph of the episode, the mock-heroic "Elijah"
motif does, indeed, crash into bathos. Bloom does not crash with it; rather, the
crash represents Joyce's crowning tribute to Bloom's true nobility. After the
brutally depreciating description of Bloom's slapstick retreat by the Dubliner ("the
bloody car rounding the corner and the old sheepface on it gesticulating" 345),
Joyce does not abandon Bloom to the satire of the mock-heroic motif. By suddenly
and conclusively deflating the elevated diction to the common idiom, Joyce confuses
the tone and, therefore, confuses the intent, destroying the effect of the mockheroic parody. With this odd clash of the inflation with the deflation techniques,
Joyce leaves the reader with a subtle reminder of how close an epic hero can come
to being mocked for his commonness and how close a common man can come to
being rightfully exalted.
Northern Illinois Uni versi ty

NOTES
lW. Y. Tindall, The Literary Symbol (Bloomington, 1955, 67), p. 59.
2Parenthetical pagination refers to the 1961 Modem Library edition of Ulysses .
3D empsey, By Th e Man Himself (New York, 1959), pp. 76-77 .
4A Glossary Of Literary Term s (New York, 1965) , pp. 29, 31.
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SJames Joyce's Ulysses, A Study (New York, 1952), pp. 274-5.
6A Reader's Guide to James Joyce (New York, 1959), p. 189.
7Reader's Guide, p. 129.
8The Joyce Paradox, Form And Freedom In His Fiction (Evanston, 1966), pp. 92-94.
9Gilbert, pp. 276-7.
10The Rhetoric of Fiction (Chicago, 1961), note p. 300. Booth also makes the point that another
of Joyce's uses of the hostile narrator is to create "deep sympathy" in the reader's mind for
Bloom.
llBooth, pp. 155, 304.
12Reader's Guide, p. 190.
13Reader's Guide, pp. 189-190.
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